Abstract: This essay engages with the notion that literature and other forms of cultural production are themselves resources. This idea becomes especially suggestive in relation to the cultural activism of international solidarity movements, which deploy artistic works as sources of information and inspiration for "distant issue" activism. Focusing on documentary films and novels circulated among anti-apartheid and Palestine solidarity activists in the long 1970s, the essay explores the ways in which such works provide theorizations of the resource-value of cultural activism, particularly in its aesthetics of resistance and emphasis on the documentary real. These works advocate a comprehensive understanding of the political calculations and commitments of domestic activists, and seek to preserve and sustain their ideas for transnational resistance movements to mobilize in response to intensifying resource-based crisis, including the struggles over distribution, access and control that are yet to come.
Picturehouse viewers observed (see Mendez 2012) , but it stops short of presenting the activism of the Bil'inis as part of the wider anti-colonial and anti-capitalist struggles that implicate both viewers and protagonists, and so masks the systemic violence of the Israeli state's extraction and monopolization of regional resources. In this regard, 5 Broken Cameras coincides not only with other contemporary representations of political struggle that have achieved commercial or critical success, but with the turn from liberationist to humanitarian notions of solidarity that took place in metropolitan left activism from the late 1970s onward.
At this juncture, as Samuel Moyn (2010) has argued, the dominant notion of rights shifted from state-based politics to "the morality of the globe" (43), and from the idea of collective liberation and self-determination to "individual protection against the state" (4). An idea of solidarity based on shared ideological commitments likewise gave way to a defence of human rights, regardless of the victim's politics (Keck and Sikkink 1998, 15) , an approach that prevails in left-wing distant issue activism to this day.
This essay returns to an earlier and more adversarial moment in the history of international solidarity activism by looking at various cultural resources associated with the Palestine and anti-apartheid solidarity movements in Britain and North America in the long 1970s, up to and including the humanitarian turn. During this period, Palestine and South Africa represented "belated" national liberation struggles insofar as they continued to invoke ideas of armed resistance, anti-colonial nationalism and revolutionary socialism after the great mid-twentieth-century wave of Asian and African decolonizations. While metropolitan representations and self-depictions of these movements show evidence of the turn to human rights, especially after the civilian massacres at Soweto in 1976 and Sabra and Shatila in 1982, the films and texts I consider here either predate or resist this shift. They foreground the work of local activists, and they ask for solidarity not on the basis of charity or empathy for suffering individuals, but as support for the goals of an organized national liberation movement, including a more equitable distribution of material resources. Their address to viewers and readers presupposes common ideological commitments that offer particular ways of thinking about the resource-value of cultural activism, among them an aesthetics of resistance and an emphasis on the documentary real in both non-fictional and fictional forms.
The documentary impulse is not, of course, reserved for liberationist appeals for solidarity. Humanitarian appeals also invoke the real as a basis for their political claims, since they too seek to make dispossessed sectors of national or global society more visible, and to inspire in their viewers and readers a "will to change" what they see (Bowlby 2007, para. 4) .
As Fredric Jameson (2012) puts it:
The possibilities of a literature which is at one and the same time a political intervention have traditionally been premised on an epistemological dimension: such literature shows us things we have never seen before, whose existence we have never suspected [… This supposition] is always also accompanied by a rhetorical assumption: that to know these alien conditions will be to experience indignation and pity, and to be stirred thereby to political action. (477) This broad understanding of the utility of the real is common to theorists of literary realism and documentary film (see Beaumont 2007; Nicholls 2010; Cowie 2011) . It was also shared by many of the Picturehouse viewers, a number of whom attributed their responses to 5 Broken Cameras to its "vivid" and "authentic" portrayal of the "reality" of life under Israeli occupation (Mendez 2012 ). Yet Jameson's description of realism's aims does not specify the ideological character of the "political action" that the realist text solicits. "Political intervention" and "indignation" might seem to be associated with revolutionary sentiment, but they can just as easily apply to human rights advocacy. Equally, "pity" might seem to belong to a humanitarian imaginary, but as Lillie Chouliaraki (2013) has argued, following Luc Boltanski and Hannah Arendt, revolutionary anger on the part of the intelligentsia also has its source in pity: the pity that radical elites feel for the victims of imperial capital (33).
The indeterminacy of Jameson's account is in keeping with Joe Cleary's (2012) reminder that realism is associated with both the nineteenth-century bourgeois novel and twentieth-century socialist aesthetics: in itself, it carries no particular politics (262). Yet realism arguably finds its fullest expression in the cultural production of revolutionary and liberation movements, which hold that reality must be known in order to be transformed. These "fighting realisms", to use the language of WReC (2015) , are invested "not merely in mapping present realities but in the revelation of possible futures and emergent social orders" (77).
In assessing the resource value of cultural production for liberationist expressions of international solidarity, we might therefore consider a text's ability to convey the political positions and tactics of its protagonists, as well as their specific visions of a more just future.
This emphasis can generate alternative criteria for aesthetic judgement, including, as Tim Brennan (2014) has written, the privileging of "directness, sincerity, understatement, the longings of memory, compassion [and] emotional nakedness" (389), in contrast to the novelty, complexity and indirection that is typically associated with literary modernism (381) or the filmic avant-garde. While similar qualities might also be ascribed to humanitarianoriented texts as well as those with multiple modes of address like 5 Broken Cameras, the "directness" and "sincerity" of the works I am interested in takes the form of an explicitly resistant and often combative rhetoric and analysis. In both their content and aesthetics, these cultural resources offer a pedagogy of strategies and motivations for resistance, sometimes including a defence of the take-up of arms, and they ask the viewer or reader to support these actions on ideological grounds. This body of work might thus be said to constitute a subset of Barbara Harlow's (1987) "resistance literature", which she famously defined -with reference to Ghassan Kanafani, whose work I discuss at the end of this essay -as the literature of national liberation movements (xvi-xvii, 10-11, 28-30) . The texts and films I consider similarly participate in an international cultural arena of struggle, but with the specific function of generating non-national support for a national movement on the basis of political belief. You Have Struck a Rock! opens with a voiceover from an activist, Florence Mikze, who provides a structural analysis of the pass laws as a part of the system of enforced white privilege: "The pass or reference book is the means by which the white minority government controls our labour and our lives […] In order to protect white status and wealth, control regulations have been designed to restrict the number of blacks allowed to enter and work in the so-called white cities" (May 1981, 1:30) . The film also offers a structural evaluation of the situation of black women under apartheid, which employs a recognizably Marxian vocabulary. The narrator, exiled South African singer Letta Mbulu, reminds us that "[b]lack women suffer a double oppression. Men are seen as sources of labour, appendages of the white economy; women are seen as appendages of men" (4:00). This "homiletic" introduction (Brennan, forthcoming) establishes some of the political principles that underpin the activists' opposition to apartheid by describing the state's coercive practices as part of the operation of imperial capital. This approach might not persuade an audience that is unfamiliar with these ideas, but it urges more conversant viewers to understand the struggle against apartheid in relation to their own presumed opposition to imperialism. This ideological framing then gives way to a more pragmatic, if generally laudatory, assessment of tactics. For instance, Helen Joseph, a white English-South African who was one of the organizers of the women's march on Pretoria, reports that the march circumvented the law against mass demonstrations by presenting itself as the simultaneous protest of many different individuals. She makes it clear, however, that this was a strategic decision rather than the organizers' own position. When she saw a group of protestors on their way to the march, she saw them as a collective: "I knew then that nothing could stop them. They were on that train and it was going to Pretoria" (May 1981, 12:00) . Notably, Joseph articulates the wider goals of the anti-pass movement in terms of international solidarity. The activists sought, she says, "to focus the eyes of the world on what was happening in South Africa" and "to make the world aware that women were opposed to apartheid" (9:00). The film thus participates in the activity that it documents: it resurrects the oral and visual history of a campaign meant to draw global attention to the struggle against apartheid, in order to do so once again.
Documenting and disseminating movement politics
You Have Struck a Rock! shares with 5 Broken Cameras an effort to document the real conditions and ideas of an ongoing protest movement. As in the later film, both the plot and its narrative momentum come from the activity of the movement itself. May depicts the protagonists' repeated swings between euphoria, in the build-up to a particular protest, and monotony, in the endless repetition of demonstrations that do not achieve political change.
The film documents rounds of arrests and the activists' return to the struggle as soon as they are released; it revels in the development of new tactics and the formation of new lines of collective action, as nurses and domestic workers join the anti-pass movement. It thus produces what Terri Ginsberg (2013) , in an analysis of Koff's film, calls a "contemporaneity effect" (np): it depicts events that are ontologically prior to the shooting of the film, but do not come to resolution within the film itself. This lack of resolution reminds the 1981 viewer that the fight against apartheid persists and thus functions as a call for her support. 
Literary realism as a resource for belief
Literature, especially prose fiction, plays a less obvious role than documentary film in international solidarity organizing, and the role it does play is harder to verify archivally.
Non-fiction is generally better represented than novels in movement publication reviews and recommended reading lists, but neither form lends itself to the film screening's performative affirmation of an informed and united community of activists. Still, both the anti-apartheid and Palestinian movements have produced novelists whose work has circulated among nonnational readers precisely because it has been seen as a document of the national struggle. 1966, 4; Mar 1967, 7; May 1967, 4; Dec 1967 /Jan 1968 Feb 1968, 7; Dec 1968 /Jan 1969 Feb 1971, 11; Mar 1973, 11; Jun 1973, 2; Jan/Feb 1979, 11) .
Within this group, the South African novelist

La Guma's 1972 novel In the Fog of the Season's End explicitly offers itself as a
resource for activism -or, as a contemporary reviewer puts it, "propaganda for the truth" (Calder 1972, 646) . The novel is a thriller structured around the distribution of political leaflets; as Stephen Morton (2013) The passage offers a recognizably Fanonian account of the ressentiment of the oppressed.
However, Beukes does not present the turn to armed resistance as an unthinking or purely negative response to colonial violence. Instead, he describes it as the start of a war that will decisively challenge the regime and bring about the possibility of a different order. In this way, La Guma echoes both Fanon and Marx: in addition to vengeance and "suicidal sacrifice", the resistance to apartheid "takes on a noble and affirmative character, creating a new democratic world beyond resisting the old" (Caygill 2013, 37-38 We were mistaken when we thought the homeland was only the past. For Khalid, the homeland is the future. That's how we differed and that's why Khalid wants to carry arms. Men like Khalid are looking toward the future, so they can put right our mistakes and the mistakes of the whole world. (Kanafani 2000, 187) While Kamal Abdel-Malek (2005) dismisses this closing call to arms on aesthetic grounds, calling it "rather didactic" and "thin" (67), Abu-Manneh (2016) argues that these lines should be read not as a "standard advocacy of armed struggle" (86), but in the context of the "moral rather than military confrontation" that takes place between the two families, which prompts Said to understand the Palestinian predicament in universal terms (88). When Said describes "the homeland" as a future society that will correct "the mistakes of the whole world" (Kanafani 2000, ) , he refuses a notion of Palestine that seeks only compensation or vengeance for the 1948 refugees. He sees it instead as a site where all of imperialism's crimes, including the persecution of European Jews, might be redressed through the commitment to creating a more equal dispensation. Returning to Haifa thus becomes a resource not only for understanding the Palestinian national movement and its decision to take up arms, but for the idea of a future that could serve as a model for internationalist left activism everywhere.
The works I have discussed in this essay might be said to draw on two notions of the real: the real conditions of life in a regime that systematically privileges one group of people and dispossesses another; and the realistic analyses, narratives and strategies -specific, pragmatic and informed -that are needed to effectively oppose that regime. Each sees the current order as transformable, as Abu-Manneh argues (2016, 77) of Kanafani, and each ends with a rallying cry that asks the reader or viewer to participate in that transformation. But each work also insists that the "rhetoric of solidarity and militancy" is not, to use Benita Parry's (1994) phrase, "a sufficient condition for constituting a revolutionary literature" (12).
Instead, they advocate a comprehensive understanding of the political calculations and commitments of domestic activists as a necessary condition of any international solidarity effort. Moreover, they seek to preserve and sustain these activist resources for resistant movements in future, to be redeployed in the struggles over the distribution and control of land, labour, housing and other material and environmental resources that are yet to come.
Since 2011, the revival of the notion of revolution in metropolitan popular culture has recuperated some of the romance of national liberation movements, but perhaps not the detailed account of political ideology that we see in these works. In returning to them, we are reminded that an important part of the resource value of cultural production is its ability to explore not just how people feel, but how they think, act and (re)imagine. 
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